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A MEDEA CALLED WALLY 
5$&(0$'1(66$1')$6+,21,13$8/+(<6(¶6129(//$MEDEA  
 
Heike Bartel  
ABSTRACT 
 
In the extensive tradition of adaptations of the Medea myth in German-speaking literature Paul 
+H\VH¶VQRYHOODMedea (1898) has been often overlooked. However, the fact that it is the first text 
to introduce the tragic heroine from classical mythology as µEODFN¶gives it particular relevance. 
7KLVFRQWULEXWLRQSURYLGHVDQDQDO\VLVRIWKHWH[WZLWKHPSKDVLVRQ+H\VH¶VSRUWUD\DORIWKH
Medea/Wally character at the interface of late nineteenth-century discourses about race, colonial 
politics, female sexuality and social class.  
 
Die deutschsprachige Literatur weist eine lange Tradition von Adaptionen des Medea-Mythos auf, 
in der Paul Heyses Novelle Medea (1898) jedoch häufig übersehen wird. Die Tatsache, dass dieser 
Text der erste ist, in dem die tragische Heldin der griechischen Mythologie als µ6FKZDU]H¶ 
dargestellt wird, verleiht ihm jedoch eine besondere Bedeutung. Der folgende Beitrag liefert eine 
Analyse des Textes mit Schwerpunkt auf Heyses Darstellung von Medea/Wally im Schnittpunkt der 
Diskurse um Kolonialpolitik, Rasse, weibliche Sexualität und soziale Klasse am Ende des 19. 
Jahrhunderts.  
 
Paul Heyse (b. 1830 in Berlin, d. 1914 in Munich) might not be the first writer who springs to mind 
in connection with the unruly, revolutionary and provocative Medea, the infamous infanticidal 
mother of classical mythology. He was a court poet appointed by the Bavarian king Maximilian II, 
Dµ'LFKWHUIUVW¶PDLQO\FDWHULQJIRUWKHWDVWHRIKLVQLQHWHHQWK-century bourgeois readership and 
devoted to classical ideals of beauty in the footsteps of Goethe and Schiller. He was widely read 
and extensively published during his lifetime and produced around 180 novellas. However, to a 
contemporary reader now he seems to be too settled and tame to taNHRQWKLVµG\QDPLWH PDWHULDO¶ 
that is Medea. Perhaps as a consequence, his novella Medea written in 1898 has made hardly any 
impact amongst the adaptations of the classical myth in German-speaking literature that include 
provocative and innovative dramas.  
 +H\VH¶VZRUNLQJHQHUDOKDVQRWVXFFHHGHGLQFRQWLQXLQJWRJHQHUDWHLQWHUHVW7KLVODFNRI
reception after his death, despite his being awarded the Nobel Prize for literature in 1910, might 
stem from extensive criticism by the Naturalists who regarded his work as outdated. Damning 
FULWLFLVPFDPHLQSDUWLFXODUIURPWKH1DWXUDOLVWV¶OHDGLQJSXEOLFDWLRQDie Gesellschaft. Its publisher 
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0LFKDHO*HRUJ&RQUDGVDZ+H\VHRQO\DVUHOHYDQWµLQHLQHPEHVWLPPWHQ0QFKHQHU0LOLHXYRQ
engbeschränktem SchönheitsempfindHQXQGGXVHOLJHU%HKlELJNHLW¶1 
+H\VH¶VMedea participates in a long tradition of reception of the Medea myth by writers 
and artists throughout the centuries. Prominent examples after Heyse include Hans Henny Jahnn, 
Marie Luise Kaschnitz, Anna Seghers, Heiner Müller and Christa Wolf, to name but a few.2 All 
WKHVHYHUVLRQVWRVRPHH[WHQWUHIHUEDFNWR(XULSLGHV¶%&WUDJHG\Medea and engage in one 
way or another with the infamous Colchian wife of the Greek hero Jason. Although it is disputed 
whether it ZDV(XULSLGHV¶LQQRYDWLRQWRKDYH0HGHDFRPPLWWKHPXUGHURIWKHWZRVRQVVKHKDV
with Jason in order to hurt her estranged husband (in older versions they are murdered by the 
&RULQWKLDQVRUVXIIHUDQDFFLGHQWDOGHDWKLWLVSDUWLFXODUO\(XULSLGHV¶SRUWUD\al of this infanticidal 
Medea that has survived, repulsed, fascinated and inspired throughout the centuries. It can be said 
WKDW(XULSLGHV¶WUDJHG\KDVEHFRPHVRFDQRQLFDOEHFDXVHKHSRUWUD\VKHUDVDKLJKO\FRPSOH[
character. His Medea is a vulnerable female from a foreign land but she also talks and behaves in a 
way that is usually attributed to male characters, she is victim but also aggressor, desirable woman 
and undesirable witch. She is human and eventually superhuman, escaping without being punished 
for her crimes in a dragon-drawn chariot, and, importantly, she is the mother who kills her own 
children. It is this complexity that led Bernard Knox to formulate his provocative statement 
UHJDUGLQJ(XULSLGHVµ[T]he field is wide open for every man to make his own Euripides ± >«@WKH
SROLWLFDOGUDPDWLVW>«@WKHIHPLQLVWWKHUDGLFDOWKHUHDFWLRQDU\RUWKHPHUHEXQJOHU¶3 The 
FRPSOH[LW\LQ0HGHD¶VFKDUDFWHUWKDWHPEUDFHVDVLPXOWDQHLW\RIFRQWUDVWLQJHOHPHQWVDQGKHU
ability to challenge and threaten an existing status quo can be seen as two key elements that have 
not only been taken up in Medea adaptations throughout the centuries but also seem to be 
JXDUDQWRUVIRUKHUORQJHYLW\,QWKHIROORZLQJDQDO\VLVRI+H\VH¶VQRYHOODMedea we will examine 
how this writer at the turn of nineteenth century transfers the unruly classical heroine into the 
bourgeois context of Munich society and Medea becomes Wally.  
 )URPDJHQUHDVSHFWDORQH+H\VH¶VMedea stands out against the mighty Medea dramas of 
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the German-speaking adaptations before him which overshadow this short text. In addition to 
+H\VH¶VFKDQJHVRINH\DVSHFWVRIWKHP\WKWRZKLFKZHZLOOWXUQEHORZLWLVDOVRWKLVFKDQJHRI
genre from drama to prose that affects his reception of the myth and results in a Medea adaptation 
WKDWFDQEHVHHQDVFRQVLGHUDEO\OHVVGUDPDWLFDQGPRUHµGRPHVWLFDWHG¶WKDQLWVSUHGHFHVVRUV:LWK
UHJDUGWRLWVIRUP+H\VH¶VMedea does not strive in any way to build a link to Euripides or, in fact, 
to any other dramatic version. It stays within the framework of the genre of the novella which saw 
its high point in German literature during the nineteenth century and had at the time in Heyse an 
important representative.  
OQHIDFWRUWKDWFHUWDLQO\LQIOXHQFHG+H\VH¶VFKRLFHRIWKH0HGHDP\WKfor his novella was 
his admiration for Grillparzer. In 1855, 43 years before his Medea, the 25-year-old Heyse already 
VKRZHGKLVHQJDJHPHQWZLWKWKH$XVWULDQGUDPDWLVWLQZULWLQJWRKLVSDUHQWVµ,FKOHVHVRDOOHUOHL
>«@1HXOLFKZLHGHU]ZHL*ULOOSDU]HU¶VFhe Tragödien, Medea und des Meeres und der Liebe 
:HOOHQ(LQH6FKDQGHGDHULPEHVWHQ=XJHLVWYHUJHVVHQ]XZHUGHQ¶4 It is this very Medea 
tragedy, a trilogy first performed in 1821, to which Heyse makes particular reference in his 1898 
novella of the same title.5 His aim to revive his admired Grillparzer and bring him (again) to public 
notice may have been as much the reason for his choice as the human tragedy embedded in the 
classical material and the possibility of linking the topic to contemporary racial discourse. 
+H\VH¶VWH[WVWDUWVZKHUHDSHUIRUPDQFHRI*ULOOSDU]HU¶VMedea ends. He introduces a group 
of theatre-goers who have just seen the drama on stage. Heyse embeds his Medea story into a 
framing narrative where time and place do not have any symbolic function but historic, literary, 
cultural and even linguistic references are made to a particular German context. The conversation of 
this mixed group is dominated by the horror of infanticide introduced in the play, and the oldest of 
the ladies teOOVDµWUXH¶VWRU\WKDWLQYROYHVD\RXQJPDOHUHODWLYHRIKHUVDQGDZRPDQFDOOHG:DOO\
who is the Medea character in the novella. However, there is no indication that the character is 
EDVHGRQDUHDOFDVHRULQIDFWWKDW+H\VHHYHUHQFRXQWHUHGDµ:DOO\FKDUDFWHU¶ 
 In contrast to WKHLPPHGLDF\RI*ULOOSDU]HU¶VDQGRWKHU0HGHDGUDPDV+H\VH¶VQRYHOOD
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introduces several shifts of perspective. The reader does not experience the direct speech of Medea 
on stage but learns through the voice of a narrator abRXWWKHHIIHFWWKHSHUIRUPDQFHRI*ULOOSDU]HU¶V
adaptation has on a group of theatregoers. Out of several responses in this group, one is explored 
further and leads to a second, female narrator. The myth is viewed through several lenses, with each 
one distDQFLQJWKHUHDGHUIXUWKHUIURPDµP\WKLFVSDFH¶DQGµ]RRPLQJLQ¶RQDSDUWLFXODUVLWXDWLRQ
µLQXQVHUHPOLHEHQ0QFKHQ¶6 at the turn of the nineteenth century. To enhance this effect Heyse 
drops contemporary hints throughout the novella that create a particular framework for the story, 
HJE\QDPLQJWKHOHDGLQJDFWUHVVLQ*ULOOSDU]HU¶VSOD\)DQQ\-DQDXVFKHNDZHOO-known actress at 
the time and famous for her international success as Medea. In addition, there are references to local 
dialect and contemporary fashion as well as historical figures. 
 The myth is not treated as offering a model for all human behaviour and thinking. On the 
contrary, Heyse establishes a socio-culturally and psychologically very detailed and hence very 
particular setting for his Medea that does not draw the reader into the complex relationship of 
identification followed by horror but keeps the boundaries very clear from the beginning. Wally is 
introduced as a seamstress who has a child out of wedlock and is, importantly, a µ0XODWWLQ¶ and thus 
economically, morally and racially positioned at the margins of the bourgeois Munich society in 
which the novella is set. Heyse portrays her as clearly outside the established order unlike 
(XULSLGHV¶0HGHDwho is of royal descent, married to Jason and initially accepted into Greek society 
by the chorus despite being a foreigner. Sarah Iles Johnston stresses that it is her DFFHVVWRWKHµVHOI¶
that makes the Medea of antiquity (and her sisters in spirit) so threatening, revolutionary and 
disturbing: 
Not only does her checkered career allow authors and artists to explore the opposing 
concepts of self and other, as she veers between desirable and undesirable behavior, between 
Greek and foreigner; it also allows them to raise the disturbing possibility of otherness 
lurking within self ± WKHSRVVLELOLW\WKDWWKHµQRUPDO¶FDUU\ZLWKLQWKHPVHOYHVWKHSRWHQWLDO
for abnormal behavior, that the boundaries expected to keep our world safe are not 
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impermeable.7 [emphasis: in original] 
To Wally this access to thHµVHOI¶LVFOHDUO\GHQLHG throughout the novella. In fact, one main aim of 
+H\VH¶Vtext can be seen as not to question ± like Euripides ±  but to cement concepts that clearly 
NHHSµVHOI¶DQGµRWKHU¶DSDUW:DOO\¶VµDEQRUPDO¶EHKDYLRXU ± she breaks down mentally and ends 
up killing her child ± confirms her extreme otherness. Although her infanticide is condemned as 
horrific, it is introduced more as a psychological insight into an extreme and alien condition 
humaine WKDWLVQRWDSSOLFDEOHWRµQRUPDO¶VRFLHWy. :DOO\¶VUDGLFDOGHHGLVWKXVH[SODLQHGDQG
GHIXVHGDQGVKHKHUVHOINHSWDWDUPV¶OHQJWKIURPWKHµVHOI¶RIµQRUPDO¶VRFLHW\As a result, +H\VH¶V
protagonist does not get underneath the skin of her readership like the Medea from 431 B.C. but is 
literally put away at the end. Sectioned and confined in a strait-jacket, she does not ride her µdragon 
into the future¶ like her classical ancestor.8 Heyse leaves the readers not in an apocalyptic tableau of 
destruction (Jahnn) or a severely questioned world order (Grillparzer) but with their world and its 
ERXQGDULHVLQWDFW$FFRUGLQJWR8U]XOD%RQWHUVXFKILQDOUHDVVXUDQFHLVW\SLFDOIRU+H\VH¶V
QRYHOODVDOZD\VHQGLQJLQDZD\ZKLFKµYHUV|KQW>«@GDVEUJHUOLFKH3XEOLNXPPLWGHU
vorausgegangenen GrenzüberschreitXQJ¶.9  
 6XSSRUWLQJWKHWKHVLVRIDµVDIHDQGVHFWLRQHG¶0HGHDLVWKHIDFWWKDW+H\VH¶VPDLQ
protagonist does not carry the name of her wild and threatening sister but a typical southern German 
QDPHWKDWVRXQGVHYHQPRUHµKRPHO\¶LQLWVDEEUHYLDWHGIRUP:ally.10 Between the names Medea 
and Wally lies a clear contrast that juxtaposes images of Bavaria with the foreign and barbarian 
shores of Colchis and sets off Euripides¶ WUDJHG\DJDLQVWH[DPSOHVRIµ+HLPDWOLWHUDWXU¶ZLWKWLWOHV
like Geierwally, the 1873 novel by Wilhelmine von Hillern. The immense disparity in style from 
WKHKLJKGUDPDRI*ULOOSDU]HUDQG(XULSLGHVWR+H\VH¶VµPRUDOLVLHUHQGHUXQGEHWXOLFKHU1RYHOOH¶11 
that is literally a piece of dinner conversation further contributes to this contrast. In his renaming of 
0HGHDZHFDQVHH+H\VH¶VDLPWRmove away from the openness of the classical myth and towards 
the particular case that is at the centre of the novella and embedded in the socio-cultural and racial 
discourse of the time.  
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µDie Vorstellung waU]X(QGH¶LVWKHVWDUWRI+H\VH¶VMedeaµ'LH9RUVWHOOXQJ¶LVD
SHUIRUPDQFHRI*ULOOSDU]HU¶VDGDSWDWLRQRIWKHFODVVLFDOP\WK$SDUWIURPWKHQRGWR*ULOOSDU]HU
this opening includes another intertextual reference as it evokes the first sentence of *RHWKH¶V
Wilhelm Meisters Lehrjahreµ'DV6FKDXVSLHOGDXHUWHVHKUODQJH¶+HUH*RHWKHZKRZDVPXFK
DGPLUHGE\+H\VHIDPRXVO\VLJQDOVWKHLQWHUZHDYLQJRIWKHDWUHDQGµUHDO¶OLIHLQKLV
µ%LOGXQJVURPDQ¶DQGWKHDWUHQRYHO,Q*RHWKH¶VWH[WWKHµ9RUVWHOOXQJ¶GRHVLQIDFWFRQWLQXHIRU
several chapters and the theatrical world with its costumes, role reversals and historic and literary 
UHIHUHQFHVLQILOWUDWHVWKHZRUOGRIWKHQRYHO,Q+H\VH¶VMedea ZHKDYHDVLPLODUVLWXDWLRQ0HGHD¶V
infanticide keeps hauntLQJWKHWKHDWUHJRHUV$IWHUWKHILQDOFXUWDLQIDOOVSOD\DQGµUHDOOLIH¶DUH
OLQNHGLQWKHKHDWHGGHEDWHDERXWµ$EJUQGHJLEWHVLP*HPWH'LHWLHIHUDOVGLH+|OOHVLQG¶
and infanticidal PRWKHUVWKDWOHDGVWRWKHVWRU\RI:DOO\/LNH*RHWKH¶VQRYHl where the dressing-
up, cross-GUHVVLQJDQGXQGUHVVLQJRIWKHSURWDJRQLVWVGRHVQRWVWRSZKHQWKHFXUWDLQIDOOV+H\VH¶V
QRYHOODDQGKLVµUHDO-OLIH¶0HGHDSURPLQHQWO\IHDWXUHFORWKHVZKLFKSOD\DQLPSRUWDQWUROHLQ
constructing the character and marking the interface of race, body, female sexuality and class.  
Wally is a seamstress and clothes are an essential part of her professional and private life. 
Her very first introduction four pages into the novella makes this clear: 
>«@HLQVHOWVDPHV*HVLFKWYRQHLQHUVHKUIUHPGDUWLJHQ+lOLFKNHLW(LQ>«@)UDXHQ]LPPHU
in einem Anzuge, den man heutzutage ± das Wort war damals noch nicht erfunden ± 
durchaus schick nennen würde, mit einem eleganten schwarzen Samthütchen, von dem drei 
rote Federn über die kurze Stirn hereinnickten. (322) [emphasis: in original] 
Rather than being portrayed in a dress that clearly marks the otherness that usually characterises the 
0HGHDILJXUH+H\VH¶V:DOO\LVGUHVVHGLQWKHODWHVWIDVKLRQ+RZHYHUKHUFORWKHVKLJKOLJKWUDWKHU
than disguise her otherness. Her attire, although not foreign in itself, is almost too elegant and 
µVFKLFN¶DQGHPSKDVLVHVWKDWVKHLVGLIIHUHQWUDWKHUWKDQKHOSLQJKHUWRILWLQ,WJLYHVWKHUHDGHUD
strong indication of her ultimate fate: an attempt to fit into society that is from the beginning 
destined to fail. We can find racial stereotypes and reactionary bourgeois thinking deeply ingrained 
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in the attitude of the woman who acts as a narrator. The fact that her dislike of Wally does not 
prelude her from feeling empathy with her shows the complex grammar of racist attitude. In a 
WHOOLQJSKUDVHWKDWLQWULQVLFDOO\OLQNVIRUHLJQQHVVDQGXJOLQHVV:DOO\¶VµIUHPGDUWLJH+lOLFKNHLW¶LV
WKHILUVWWKLQJWKHQDUUDWRUQRWLFHVDERXWKHUDQG:DOO\¶VµVHOWVDPHV*HVLFKW¶LVframed and 
KLJKOLJKWHGUDWKHUWKDQGLVJXLVHG$WWKHFRUHRIWKLVUHDFWLRQOLHV:DOO\¶VHWKQLFLW\ZKLFKKHU
µVFKZDU]H>V@6DPWKWFKHQ¶JLYHVDZD\EHIRUHWKHQDUUDWRUHYHQJHWVWRWKHFRORXURIKHUVNLQ:DOO\
LVDµ0XODWWLQ¶.12 7KHUHDGHU¶VJD]HLVJXLGHGDORQJ:DOO\¶VFORWKLQJDQGWKHUHGIHDWKHUVRQKHU
EODFNYHOYHWKDWSRLQWWRKHUNH\IHDWXUHDQGPDLQFKDUDFWHULVWLFµHLQEUHLWHVVWXPSIQDVLJHV
0XODWWHQJHVLFKW¶7KLVLQWURGXFWLRQRIDµmixed race' Medea marks the most striking 
LQQRYDWLRQLQ+H\VH¶V short text. +H\VH¶VSURWDJRQLVWZLWKWKH homely German name Wally has a 
µEODFN¶African grandfather, and the contrast of black and gold, darkness and light distances her 
even further from the classical Medea whose grandfather is Helios, the sun god. Wally is the second 
JHQHUDWLRQRIIVSULQJRIDPDUULDJHEHWZHHQDµZKLWH¶*HUPDQZRPDQµ0DGDPH:DOO\¶ZKR
ZRUNHGVXFFHVVIXOO\ILUVWLQ0XQLFKDQGWKHQLQ3DULVLQWKHIDVKLRQLQGXVWU\DQGDµEODFN¶
)UHQFKPDQµGHP.DPPHUPRKUHQHLQHVGHU6|KQH/RLV3KLOOLSV¶323). The hardworking German 
DQGWKHµ6RKQGHU:LOGQLV¶ZKRWXUQVRXWWREHDOD]\GUXQNDQGZLIH-beater, have a 
µKHOOEUDXQHV7|FKWHUFKHQ¶:DOO\¶VPRWKHU$IWHUWKHGHDWKRIKHUIDWKHUFDXVHGE\WRRPXFK
DEVLQWKDQGµIDXOH>P@/HEHQ¶WKLVµOLJKW-EURZQ¶RIIVSULQJPDUULHVDVLPLODUO\QR-good 
)UHQFKPDQ:DOO\¶VIDWKHUZKRLVKRZHYHUµZKLWH¶$IWHUWKHGHDWKRI:DOO\¶VJUDQGPRWKHU
PRWKHUDQGGDXJKWHUOHDYH)UDQFHWRJREDFNWR*HUPDQ\ZKHUH:DOO\¶VPRWKHUUXQVD
µ3XW]ZDUHQJHVFKlIW¶LQ/Rwer Franconia. She is hardworking, careful with money and her business 
LVDVXFFHVVZKLFKLVDWWULEXWHGE\WKHIHPDOHQDUUDWRUWRWKHIDFWWKDWµ>GD@VGHXWVFKH%OXWVFKHLQW
VWlUNHULQLKUJHZHVHQ]XVHLQDOVGDVPRKULVFKH¶:DOO\LQKHULWVKHUPRWKHU¶VEXVLQHVVDQG
PRYHVWR0XQLFKWRZRUNDVDVHDPVWUHVVZKRYLVLWVKHUFXVWRPHUVDWKRPHµRGHUZLHPDQKLHU
VDJW³DXI6W|KUHQ>«@JHKHQ´¶7KHUHJLRQDOH[SUHVVLRQLQGLFDWHVWKDW:DOO\GHVSLWHKHU
background, starts out as accepted by the ladies oI0XQLFK¶VERXUJHRLVVRFLHW\DQGµHUIUHXWHVLFK
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WURW]LKUHU+lOLFKNHLWDOOJHPHLQHU%HOLHEWKHLW¶+RZHYHUWKHQDUUDWRUGURSVKLQWVWKURXJKRXW
indicating that this integration is only superficial and will not last. In particular, her comment that 
WalO\DWWHQGVFKXUFKUHJXODUO\µGRFKJODXEHLFKQLFKWGDVLH>«@MHPDOV>LP*HEHWEXFK@ODV¶
(327) hints at the fact that Wally will never be a fully accepted part of society.  
The female narrator LVDOVRRQHRI:DOO\¶VFXVWRPHUVDQGDWKHUKRXVHthe seamstress meets 
and falls desperately in love with WKHQDUUDWRU¶Vdashing young male relative with failing ambitions 
WREHDQDUWLVW7KHH[RWLFRWKHUQHVVDQGSDUWLFXODUO\WKHILJXUHRIWKLVµNOHLQH>«@9RJHOVFKHXFKH¶
(323) spurs him on to make a conquest of her. He seduces and then abandons her. Wally has a son 
out of wedlock who is the image of his handsome artist-father and doted on by his mother. She is 
GHVSHUDWHO\KXUWZKHQDFRXSOHRI\HDUVODWHUGXULQJDQDFFLGHQWDOPHHWLQJWKHµOLHGHUOLFKH6WULFN¶RI
a fDWKHUVKXQVKHUDQGWKHLUVRQ:KHQKHHQGVXSPDUU\LQJDQRWKHUZRPDQDµVFKODQNH
ZHLH*HVWDOW¶:DOO\XQOLNHWKHFODVVLFDO0HGHDLVQRWDEOHWRJRWKURXJKZLWKDWWDFNLQJWKH
bride with poison. Although she has an opened bottle of vitriol in her pocket, Wally cannot bring 
KHUVHOIWRFDUU\RXWWKHDFLGDWWDFNRQWKHEULGH¶VIDFH)URPKHUH:DOO\JURZVPRUHDQGPRUH
GHUDQJHGDQGWXUQVWRKDWLQJKHUVRQEHFDXVH¶>G@LH.U|WHLVWGHUJDQ]H9DWHU¶$IWHUDIDLOHG
attempt to kill herself and her son with poisonous gas from the kitchen oven Wally strangles the 
FKLOG7KHIXQFWLRQDQGPRWLYDWLRQIRU:DOO\¶VLQIDQWLFLGHLVYHU\GLIIHUHQWIURPWKDWRIWKHFODVVLFDO
Medea. Crucially, the father is not interested in his son and does not even acknowledge his 
fatherhood. For the classical infanticide, however, the motivation is to hurt and destroy the 
unfaithful husband who is bound by (marriage-)oath to Medea by eradicating his lineage. Heyse 
puts the focus to a greater extent on Wally thus shifting EXULSLGHV¶FRQFHQWUDWLRQRQWKHUHODWLRQVKLS
between Jason and Medea solely to this µmulatto¶ Medea in Munich and her position in or rather on 
WKHYHUJHRIVRFLHW\7KHHQGRI+H\VH¶VQRYHOODGRHVQRWVHHDWULXPSKDQW0HGHDHVFDSH. Instead, 
Wally goes completely insane and is admitted to a mental asylum until her death. Sectioned, her 
µYHUGXQNHOWH>V@*HKLUQ¶VHHPVILQDOO\to PDWFKKHUµEODFN¶RXWHUDSSHDUDQFH 
:KLOVWPRVW0HGHDDGDSWDWLRQVIURP(XULSLGHVWR*ULOOSDU]HUFOHDUO\LQGLFDWH0HGHD¶VGDUN
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and threatening yet also alluring otherness through elements that can be cunningly disguised, 
SDUWLFXODUO\KHUPDJLFSRZHUV+H\VH¶VLVWKHILUVW0HGHDLQWKH*HUPDQOLWHUDU\WUDGLWLRQZKRLV
explicitly racially PDUNHGWKURXJKKHUVNLQFRORXUDQGµ0XODWWHQSK\VLRJQRPLH¶,QWXUQKHU
behaviour, despite her ultimate infanticide, is rather tame for a Medea character, especially as Wally 
does not show any supernatural powers. From the start Heyse links her otherness to external 
IHDWXUHVWKDWVLJQDO:DOO\¶VHthnicity , and he contributes with his reading of the classical myth to 
the contemporary racial discourse. 
 The introduction of skin colour as an external signal for otherness LQ+H\VH¶VQRYHOOD
signals a turning point in the long tradition of Medea figures and marks a new and extensive 
µ(QWZLFNOXQJVUHLKHLQGHUGLH³GXQNOHQ6HLWHQ´0HGHDV]XPlXHUHQ(UVFKHLQXQJVPHUNPDO
VWLOLVLHUWZHUGHQXQGGLH³%DUEDULQ´DOV³1HJHULQ´PDUNLHUWZLUG¶13 -DKQQ¶VGUDPDMedea (1926) 
ZKHUHVKHLVLQWURGXFHGDVµ1HJHULQ¶ is oIWHQPHQWLRQHGLQWKLVFRQWH[WZKLOH+H\VH¶VWH[WLVOHVVHU
known. %HWZHHQ*ULOOSDU]HU¶VµZKLWH-VNLQQHG¶0HGHD(1822) whose black veil and Dark Arts 
LQGLFDWHKHUGDUNVLGHDQG-DKQQ¶V$IULFDQ0HGHDZLWKKHUµEODFN¶VNLQ+H\VH¶Vµmulatto¶ 
Medea/Wally is an important step indicating the future characterisation and description of Medea 
and, importantly, the integration of a racial discourse into the adaptation of the classical material. 
:KLOVW-DKQQ¶VEODFNMedea has been extensively researched with regard to the question of race, 
WKHUHKDVEHHQYHU\OLWWOHUHVHDUFKRQ+H\VH¶V0HGHDLQUHFHQW studies only Inge Stephan mentions 
+H\VH¶VQRYHOOD.14 
 +H\VHLVIDUUHPRYHGIURPZKDW&KULVWRSK6WHVNDOFDOOV-DKQQ¶VµNRPELQLHUWH5DVVLVPXV- 
XQG=LYLOLVDWLRQVNULWLN¶DQGµWDEXYHUOHW]HQGH3URYRNDWLRQ¶.15 7KHµEODFN¶VNLQDQG$IULFDQ
EDFNJURXQGRI-DKQQ¶V0HGHDare valued as positive by him and seen as signs of a more natural, 
IXOILOOHGDQGLQWDFWFXOWXUH+RZHYHU0DULDQQD7KDOGHQFRPPHQWVSHUFHSWLYHO\WKDWµ-DKQQ¶VEODFN 
Medea is much less an individual human being than an embodiment of uncomplicated female 
sexuality¶DQGDµcaricature of black womanhood that created a sensation on the expressionist stage 
GXULQJWKH¶V¶.16  
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+H\VH¶V:DOO\LVGHVFULEHGDVµHLQZXQGHUOLFKHV*HVFK|SI¶ZKRIURPWKHVWDUWVXEWO\
irritates the reader by indicating that something is not quite balanced about KHUµ6LHZDU>«@DXV
VFKHLQEDUZLGHUVSUHFKHQGHQ(OHPHQWHQ]XVDPPHQJHVHW]W¶+H\VHUHSHDWHGO\XVHVWHUPVWKDW
indicate contrast and disarray to describe her character, and her ultimate mental collapse can be 
viewed as the unfortunate yet inevitable climax of a long-established inner conflict. Contradictory 
HOHPHQWVDOVRFKDUDFWHULVH:DOO\¶VH[WHUQDODSSHDUDQFH+HUµ0XODWWHQSK\VLRJQRPLH¶is 
VWDUNO\FRQWUDVWHGLQLWVµ+lOLFKNHLW¶to KHUµUHL]HQGHSSLJH*HVWDOW¶ZKLFKVWDQGVRXW
almost provocatively and is sexually alluring underneath her buttoned-up clothing. The contrast 
EHWZHHQKHUµ0XODWWHQJHVLFKW¶DQGKHUERG\LV further highlighted by the fact that men only show 
LQWHUHVWLQKHUZKHQVKHDSSHDUVPDVNHGDWµ)DVFKLQJ¶DVDIDFHOHVVIHPDOHERG\DQGKHUDUWLVW-
VHGXFHULQVLVWVRQNHHSLQJWKHOLJKWRIIZKHQKHOXUHVKHULQWRKLVVWXGLRµXPDXFKDQ>LKU@HLQH
Eroberung ]XPDFKHQ¶:DOO\KDVDFFHSWHGWKLVPDUNRIµXJOLQHVV¶DQGGHHPVKHUVHOIQRW
worthy to find a proper husband, yet she shows great adoration for beautiful people, especially her 
VHGXFHUµGHUVFK|QVWH0HQVFKGHULKUMHYRUJHNRPPHQ¶0RVWWHOOLng, though, is the 
QDUUDWRU¶VFRPPHQWRQ:DOO\¶VµJHVFKPDFNYROOH¶DQGVLPSOHFORWKLQJZKLFKLVFRQWUDVWHGto her 
µXQEH]ZLQJOLFKH>P@+DQJ]X*ROGVFKPXFNXQGEOLW]HQGHQ6WHLQHQZLHPDQVLHEHL9|ONHUQDXI
HLQHUQLHGHUHQ.XOWXUVWXIHILQGHW¶7KLVFRQWUast clearly discloses an anthropological approach 
that contributes to WKHUDFLDOGLVFRXUVHRI+H\VH¶VWLPH/LQNVEHWZHHQ
EODFN
Africans and animals, 
PRQNH\VLQSDUWLFXODULQGLFDWHWKHQH[WµVWHSV¶GRZQ RQWKLVµFXOWXUDOODGGHU¶:DOO\¶VPRWKHULQ
her cKLOGKRRGLVOLNHQHGWRDQµÄffchen, das es im Grunde war, immer aufs Lächerlichste 
KHUDXVJHSXW]W¶DQG:DOO\¶VXOWLPDWHPDGQHVVLVGHVFULEHGDVµWLHULVFKHV%UWHQ¶ 
:DOO\¶VWUDJLFIDWHLVQHYHUWRILWLQIXOO\DQGDOZD\Vto give away the otherness that lurks 
µXQEH]ZLQJOLFK¶ZLWKLQKHUVHOI+RZHYHUXQOLNHWKHVLWXDWLRQDWWKHVWDUWRI(XULSLGHV¶Medea, 
+H\VH¶VQDUUDWRULVDEOHWRµUHDG¶:DOO\¶VXQGHUO\LQJRWKHUQHVVIURPWKHEHJLQQLQJFOHDUO\
positioning her outside the established order and thus considerably reducing the threat that she may 
pose to it. Here, clothing and accessories play an important role as cultural indicators for ethnic 
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RWKHUQHVV:DOO\¶VPDJSLH-OLNHIDVFLQDWLRQZLWKSUHFLRXVVWRQHVWKDWOLQNVKHUWRDµQLHGHUH
.XOWXUVWXIH¶the almost over-fashionable clothing for herself and her son that echoes the ridiculous 
RXWILWVRISHWPRQNH\VRUWKHOLYHULHGµ.DPPHUPRKU¶WKHVH[XDOV\PEROLVPRIKHUEODFNYHOYHWKDW
ZLWKWKHµQRGGLQJ¶UHGIHDWKHUKHUSURIHVVLRQDVDVHDPVWUHVVWKDWOLnks her to her mother and the 
µH[RWLVFKHQ/DGHQ¶RIKHUJUDQGPRWKHULQ3DULVDQGWKHIDFWWKDWKHUXQUXO\FXUO\KDLUDOZD\V
escapes from underneath any (German) headgear. In addition, we can detect the first signs of 
:DOO\¶VPHQWDOGLVDUUD\DVWKHHYHQWXDOFXOPLQDWLRQRIKHURWKHUQHVVDQGµLQQHUGDUNQHVV¶ZKHQVKH
starts neglecting her outer appearance, and going out without a hat signals that she starts losing her 
head, µGHQGLHNUDXVHQ+DDUHZLUUXPJDEHQ¶KHUODVWµGUHVV¶LVFRQVHTXHQWO\WKH strait-jacket 
in the mental asylum. 
 :DOO\¶VLQQHUVSOLWDQGFRQWUDVWLQJDSSHDUDQFHHFKRHV+HUEHUW8HUOLQJV¶FRPPHQWVRQ
µmulattoes¶ LQWKHFRORQLDOGLVFRXUVHWRZKLFKZHZLOOWXUQODWHUµ,PNRORQLDOHQ'LVNXUVLVQLHJDQ]
klar, wo die Mulatten stehen: SiQGVLH³GDQNEDUH.LQGHUXQGOR\DOH%UJHU´RGHUWURMDQLVFKH
3IHUGHSRWHQWLHOOH9HUUlWHU>«@"6LQGVLHZHLRGHUVFKZDU]"*HK|UHQVLH]XU:HOWGHU9lWHURGHU
GHU0WWHU"¶17 $WWKHFRUHRIWKHMX[WDSRVLWLRQZLWKLQ:DOO\WKDWEULQJVWKHµZLGHUVSUHFKHQGHQ
ElePHQWH¶ZLWKLQKHUVHOIWRFROOLVLRQSRLQWOLHVKHUPL[HGUDFHµ9RQPWWHUOLFKHU6HLWHHLQVWDUNHU
Sinn für Ordnung, Ehrbarkeit und Solidität bis zum Pedantischen. Daneben rührte sich in ihrem 
%OXW]X]HLWHQ>«@HLQHNLQGLVFKH3KDQWDVWHUHLGDV(UEWHLOGHVDIULNDQLVFKHQ*URSDSDV¶. The 
fact that she is a µmulatto¶ RIWKHVHFRQGJHQHUDWLRQLVRIYLWDOLPSRUWDQFHIRU+H\VH¶VP\WK
adaptation. Wally is literally torn inside, despite her best efforts she can never harmonise the 
heritage from her negatively cRQQRWHGJUDQGIDWKHU¶VDQGIDWKHU¶VVLGHDQGKHU*HUPDQ
µ0XWWHUZLW]¶+H\VHH[SODLQVKHUXQIRUWXQDWHIDWHDVSUHGHWHUPLQHGE\KHUµ%OXW¶GHscent. 
8QOLNH(XULSLGHV¶0HGHDZKRVHRXWVLGHUVWDWXVGHULYHVIURPKHUIRUHLJQnHVV+H\VH¶V:DOO\LVWKH
producWWKHWH[WLPSOLHVWKHYLFWLPRIDPL[HGPDUULDJH,Q+H\VH¶VFRQVWUXFWLRQVKHLVERUQZLWK
inherent contradictions that will ultimately lead to her mental breakdown and infanticide. With its 
UHSHDWHGUHIHUHQFHVWRµ%OXW¶DQGWKHHPSKDVLVRQWKHLQFRPSDWLELOLW\RIµGHXWVFKH>P@%OXW¶DQG
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µPRKULVFKH>P@¶WKLVWH[WSDUWLFLSDWHVLQZKDW$QHWWH'LHWULFKLGHQWLILHVDVD
µ%LRORJLVLHUXQJGHV5DVVHQEHJULIIVPLWGHQDXINRPPHQGHQ%HY|ONHUXQJVZLVVHQVFKDIWHQXQGGHQ
'LVNXUVHQXP>«@³5DVVHQK\JLHQH´XQG6R]LDOGDUZLQLVPXV¶.18 +H\VH¶VUHSHDWHGHPSKDVLVRQ
:DOO\¶VSDOHµ0XODWWHQJHVLFKW¶SDUWLFXODUO\KHUµ0XODWWHQQDVHXQGODERXFKHpQRUPH¶DQG
the comments on the Grillparzer DFWUHVV)DQQ\-DQDXVFKHFNµ>GLH@MDGHQ6WHPSHOGHUE|KPLVFKHQ
Rasse deutlich ausgHSUlJWLQLKUHQXQUHJHOPlLJHQ=JHQWUlJW>«@QHEHQGHU]DKPHQ1DVHXQG
GHQVDQIWHQ:DQJHQGHU>«@.|QLJVWRFKWHU¶FDQEHOLQNHGWRWKHXSFRPLQJSVHXGR-sciences 
of physiognomy and phrenology that impute an ultimately racist connection between facial features 
and character or claim that personality traits can be derived from the shape of the skull.19 In 
DGGLWLRQ.DL6WDOPDQQSRLQWVRXWWKHOLQNEHWZHHQWKHFRQVWUXFWHGFRQFHSWVRIERWKµEODFNV¶DQG
'Jews' in the racial discourse of the early twentieth FHQWXU\µ,P.RQWH[WGHVUDVVHQ- und 
JHVHOOVFKDIWVELRORJLVFKHQ%HJULIIVGHU³(QWDUWXQJ´JDOWHQ-XGHQXQG1HJHUJOHLFKHUPDHQDOV
*HIDKUHQ-XGHQ]lKOWHQLQQHUKDOEGHU$QWLWKHVHGHV³KHOOHQ6FK|QHQ´XQGGHV³KlOLFKHQ
6FKZDU]HQ´]XGHQOHW]WHUHQ¶20 However, this text from 1898 also has to be viewed within the 
context of colonial politics with Africa at the centre of interest RI+H\VH¶VFRQWHPSRUDULHV. The 
anthropologist and feminist historian Ann Laura Stoler stresses that in nineteenth-century Europe 
race KDGEHFRPHµWKHRUJDQL]LQJJUDPPDURIDQLPSHULDORUGHULQZKLFKPRGHUQLW\WKHFLYLOL]LQJ
PLVVLRQDQG³WKHPHDVXUHRIPDQ´ZHUHIUDPHG¶.21And with respect to Germany Fatima El-Tayeb 
and Anette Dietrich, among others, stress the importance of German colonies for the development 
of a racial world order with particular emphasis on gender and sexuality.22 On a cultural level, 
especially in the arts, there was an increased fascination with African subjects, presented as highly 
µVDQLWLsHG¶XQUHDOLVWLFRUFDULFDWXUHG+H\VH¶VWH[WLWVHOIVSHDNVIRUWKLVDQGLWLVQRFRLQFLGHQFHWKDW
:DOO\¶VVHGXFHULVDSDLQWHUZKRVKRZVDPL[WXUHRIVH[XDODQGµDUWLVWLF¶LQWHUHVWLQKHUµ$XJHQZLH
VFKZDU]H'LDPDQWHQ>«@XQG,KUH)LJXU± ± ¶ It is noteworthy that the first publication of 
+H\VH¶VMedea (by Carl Krabbe in Stuttgart) was extensively illustrated by the artist René Reinicke 
whose images add a different level to the GLVFXVVLRQRIUDFLVWVH[XDOLVDWLRQRIµEODFNERGLHV¶, e.g. 
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Wally is given a very dark skin tone, and there is a strong emphasis on her body, be it whilst  lying 
on a bed with half-exposed breasts or nursing her baby.23  
 +RZHYHU+H\VH¶VWH[WDOVRRIIHUVFRQFUHWHFRORQLDOOLQNVZLWKLWVUHIHUHQFHVWR)UDQFH
ZKHUH:DOO\¶VJUDQGPRWKHUPHWKHUJUDQGIDWher. The former µ.DPPHUPRKU¶ (323), a luxurious and 
fancily-dressed exotic status symbol of the French and later German court, particularly evokes 
colonial culture and politics.24 Here, Heyse makes references to the French colonial discourse 
where µmulattoes¶ played a significant role. Uerlings outlines this role with particular reference to 
+DLWLDQG.OHLVW¶VQRYHOODDie Verlobung in St. Domingo (1811) which we can assume was known 
to the well-read Heyse. With reference to the colonial politics of the eighteenth and nineteenth 
century Uerlings links the loss of control during the Haitian Revolution, which lies at the centre of 
.OHLVW¶VWH[WVZLWKWKHULVHRIDµmulatto¶ SRSXODWLRQµ(VZDUHQQLFKWGLH6FKZDU]HQVRQGHUQGLH
Mulatten, deren Anspruch auf politische Emanzipation erst den Konvent 1791/92 in Bewegung 
brachte und damit ± aus der Sicht der Revolutionsgegner ± GLH.RORQLHLQGHQ5XLQWULHE¶25 This 
perceived problem lies literally at the conception of the threat to the established racial, cultural and 
political order: sexuality, particularly sexual relations between µZKLWHV¶and µEODFNs¶DQGµPL[HG
UDFH¶SHRSOHWKDWSURGXFHOHJLWLPDWHµPXODWWR¶offspring in mixed race marriages.26 Uerlings states 
from historic documents WKHYLHZDWWKHWLPHµGLHIHhlende Kontrolle der eigenen Triebe führt in 
ein allgemeines Chaos. Solche Kontrolle kann man von Schwarzen kaum erwarten, die moralischen 
9RUZUIHJHKHQDQGLH$GUHVVHGHU:HLHQ¶.27 8HUOLQJVWHUPVWKLVQRWLRQµQHJDWLYH6H[XDOLVLHUXQJ¶
and refers to Sander L. Gilman to provide a wider context: 
 Eben jene unkontrollierte Sexualität deuten Historiker wie J.J. Bachofen als Zeichen des 
µ6XPSIHV¶GHUIUKHVWHQ3KDVHGHU0HQVFKHLWVJHVFKLFKWH6FKZDU]HZHQQPDQ+HJHOZLH
Schopenhauer Glauben schenken will, sind auf dieser primitivsten Stufe stehen geblieben, 
und ihr Dasein in der heutigen Welt dient als Indikator dafür, wie weit es der Menschheit 
gelungen ist, Kontrolle über sich und die Welt zu gewinnen. Der Verlust von 
Kontrollmöglichkeiten zeigt sich im Rückgriff auf die dunkle Vergangenheit, die 
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Degeneration in dem primitiven Ausdruck von Emotionen in Form von Wahnsinn oder 
ungezügelter Sexualität.28  
The parallels with +H\VH¶VSRUWUD\DORI:DOO\¶VµGDUNDQGSULPLWLYH¶SDWHUQDOVLGHDUHREYLRXV7KH
power and DOOXUHRIKHUµEODFNVH[XDOLW\¶QRWVXIILFLHQWO\KLGGHQEHKLQGKHUGHPXUHGUHVVLVKLQWHG
DWWKURXJKRXWDQGKHUHYHQWXDOPDGQHVVILWVWKHXQFRQWUROOHGµSULPLWLYH¶H[SUHVVLRQRIHPRWLRQ 
 However, the central problem that links the French colonial conte[WZLWK+H\VH¶VQRYHOOD
lies not within the µmulatto¶ JHQHUDWLRQEXWZLWKWKHLUSDUHQWVDQGJUDQGSDUHQWV7KHµPRUDOLVFKHQ
9RUZUIH>«@DQGLH$GUHVVHGHU:HLHQ¶UHIHUUHGWRE\8HUOLQJVDUHHFKRHGLQ6WHSKDQ¶VUHDGLQJ
RIµ+H\VHV1RYHOOHDOV:DUQXQJYRU³0pVDLOODQFHQ´>«@XQGDOVHLQH$XIIRUGHUXQJGDV³GHXWVFKH
%OXW´UHLQ]XKDOWHQ¶DGGUHVVHGDWµGLH*URHOWHUQ- XQG(OWHUQJHQHUDWLRQ¶.29 ,QSDUWLFXODU:DOO\¶V
µZKLWH¶JUDQGPRWKHULVWREHKHOGUHVSRQVLEOHIRUKHUJUDQGGDXJKWHU¶VXQKDSS\OLIH:DOO\¶V
grandfather is portrayed as the stereotypical uncontrolled µEODFN¶µ6RKQGHU:LOGQLV¶ZKR
VKRZVVLJQVRIµGHJHQHUDWLRQ¶DVRXWOLQHGDERYHE\*LOPDQWKURXJKKLVOD]LQHVVKLVEUXWDOLW\
towards his wife, his craving for pleasure and alcoholism that all contribute to his early death. 
:KHQ:DOO\PRFNLQJO\FRPPHQWVWKDWVKHKDGQRWEHHQFDUHIXOHQRXJKLQµKHUFKRLFH¶RI
JUDQGIDWKHULWLVFOHDUWKDWKHUJUDQGPRWKHUKDGIDLOHGWRPDNHWKHµULJKWFKRLFH¶RIKXVEDQG
DQGIDWKHU,WVHHPVWKDWWKH3DULVLDQµ0DGDPH:DOO\¶KDGEHFRPHWRRµ)UHQFK¶WKURXJKWRR
many µ3XW]ZDUHQ¶"DQGWRRLQIODPHGE\WKHGHVLUHWKHµEODFN¶PDQVSDUNHGRIILQKHU$OWKRXJKZH
HQFRXQWHUKHUHDUROHUHYHUVDORIWKHXVXDOFRORQLDOSDLULQJRIDµZKLWH¶PDQZLWKµEODFN¶ZRPDQ
the reODWLRQVKLSRIWKHµQLFKWPHKUJDQ]MXQJH'DPH¶ZLWKKHUµJUDYLWlWLVFKHQ2WKHOOR¶ILWV
8HUOLQJV¶PRGHORIµQHJDWLYH6H[XDOLVLHUXQJ¶ that in itself is part of a long tradition of sexualised 
µEODFNERGLHV¶,QKHUHDJHUSXUVXLWRIWKHµVFKRQVHKU]LYLOLVLHUWHQ6RKQGHU:LOGQLV¶WKHµVWHUEOLFK
YHUOLHEW>H@¶0DGDPH:DOO\WDNHVRQWKHVH[XDOLVHGUROHRIDKXQWHU%\JLYLQJJUDQGPRWKHU
DQGJUDQGGDXJKWHUWKHVDPHQDPH+H\VHDOORZVWKHUHDGHUQRWRQO\WRVHHWKHµJRRG¶
JUDQGPRWKHUO\*HUPDQVLGHLQWKHµ0XQLFK:DOO\¶EXWDOVRZDUQVDJDLQVWµGDUN¶WUDLWVDQGVH[XDO
GHVLUHVLQWKHµJXWHGHXWVFKH)UDX¶ 
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 +RZHYHU+H\VH¶VHPSKDVLVRQWKHIHPDOHLVFOHDUO\PRUHWKDQWKHLQWHJUDWLRQRIVRPH
risqué VH[XDOKLQWVµGLHVLFKOHW]WOLFKGRFKLQQHUKDOEGHU*UHQ]HQ des bürgerlichen Liberalismus 
EHZHJWH>Q@XQGYRUOHW]WHQ.RQVHTXHQ]HQ>]XUFNVFKUHFNWHQ@¶30 The focus on the (grand)mother 
ILWVLQZLWKRQHRIWKHFHQWUDOHOHPHQWVLQPRVWDGDSWDWLRQVRIWKH0HGHDP\WKWKHµPDGDQGEDG¶
PRWKHU7KHIDFWWKDW+H\VH¶VWH[t emphasises not the sins of the fathers but the sins of the 
(grand)mothers can be read in connection with the growing importance of motherhood with regard 
to eugenic family planning. 
Wally herself appears in this context as no more than the unfortunate product of a 
mésalliance and evokes pity rather than fear. She is miles away from the strong, threatening 
classical Medea, and her breakdown is presented as almost biologically predetermined through the 
conflict of her differLQJµ%OXW¶. Wally does not show the intriguing complexity of the classical 
Medea who is a woman torn but in her right mind, commits horrific murders and escapes scot-free 
to leave a society that has been shaken in its very core values. Wally is being denied any such 
agency and ultimately ILWVWKHVWHUHRW\SHRIWKHµPDGDQGEDG¶µmulatto woman¶ who kills her own 
child. Unlike that of the classical Medea, her act does not have radical implications because the 
element of challenge to boundaries as well as to political, cultural and racial oppression is nullified. 
Locked up in a mental asylum, put into a strait-MDFNHWDQGILQDOO\µHUO|VW¶WKURXJKDQHDUO\
death, she is confined to a place of passivity and silence.  
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